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About the Author 
Michael S. Horowitz holds a B.A. from the Berklee College of Music, Bost 
M.A. in ethnomusicology from the University of Washington, Seattle; and is eur- 


rently pursuing a Ph.D. in ethnomusicology at the University of Washington. In 
dan active performing 

ous ensembles such as 

ul the David Hebert Group. Mi 


addition to acad 


pursuits, Michael has 


Hot Club Sandwich, Pearl Django, 


is also a sought after DADGAD-style guitarist and has accompanied numerous 
I 


Jhansi 
seattle based Klezmer rock band Heavy S 


stich as Randal Bays and Skip Healy. He isthe leader of the 
etl 


About DjangoBooks.Com 
DjangoBooks.Com ia publishing compa 
Gypey guitar virtuoso Django Reinhart. My aim it prove the 
tn etectiv leering aids o yu can learn to play in the syle of Django 


entirely devoted to the study of the 


Reinhardt at an advanced level as quickly as possible. I strive for the utmost i 
authenticity, therefore my products are based on meticulous transcriptions of 
Django's recordings as well as fieldwork conducted among the contemporary 
European Gypsy masters of this style. Each hook represents hundreds of hours 
of research, which has been organized and condensed to give you the "real 
n an easy-to-learn format. [hope that I ean save you lots of 
stration in your own journey through the musieal world of Django Rei 
“ortheoming Releases” section of this hook for upeoming releases, oF 


‘ee the 
it my website: www.DjangoBooks.Com, 


influenced musicians far and wide. Musicians as diverse as the 
legendary singer/songwriteriguitarist Kenny Rogers, blues guitarist 
BB. King, tenor saxophonist James Carter, bluegrass mandolinit David Grisman, and 
larinetistfilmmaker Woody Allen have been inapired by Django’s brillant recordings 
from the frst half of the twentieth century. These musicians and many more have been 
part ofa revival of Django's music which has been underway now for at last a decade. 
Taterest in buying listening to, and playing Django's music may have equalled, if not 
surpassed, the level enjoyed during Django’s lifetime. For those who love Django's 
‘music it san exciting time in which appreciation of this music seems to be growing 
‘without boundaries. Tis my hope that this book will help to perpetuate the already 
‘considerable momentum of this revival. 


D jango Reinhardt (1910-1953), the famous Gypay guitarist, has 


“My own interest in Django began over ten years ago when a bluegrass fiddler friend 
‘of mine played me a recording of Django and the TTot Club of France's Daphne. 
Twas astounded by the brilliance of Django’s improvisations, his full tone, and 
impeceable technique. T've been playing Django's musi sinee. 


My passion for Django's music led to my doctoral research in 2001 and 2002 among the 
Sinti Gypsies in The Netherlands. The Sinti, who have produced some of the world's 
‘est jane guitarists, have preserved the string jazz style which was played by Django over 
fifty years ago. While travelling to many Gypsy eamps and taking lessons from their gui 
tar masters, Iwas quite surprised to learn thatthe technique employed in Gypsy jaza, 
‘unlike that of conventional jazz guitar, is quite systematic and uniform. Contrary to 
‘common belief that Gypsy guitar technique is spontaneous and sensual, I found that 
‘every Sinti guitarist T encountered used the same basic technique with litle or no idio 
ynerasies. It didn’t take me long to realize that the best way to go about learning to 


play this music was to learn the technique employed by these skilled guitarists 
Tet about doing this with single-minded dedication, After much study and 
practice, [felt Thad grasped enough of the fundamentals of the Gypsy tech 
nique to perform in public. It occurred to me that this experience could help 
others who, for the reasons recounted in the next paragraph, may never be 
exposed to proper technique for Gypsy jazz guitar. Thus, Ive decided to write 
this instruetional book. It contains the results of hundreds of hours of study 
with Sinti guitarists, transcriptions of Django Reinhardt's solos, and the experi= 
ence of playing Gypsy jazz professionally. 


W's no secret that technique building is hard work. It takes the sl 
adeptness of an engineer; the coordination of a professional athlete; and a lot 
of patience, perseverance, and determination. Unfortunately, jazz guitar 
don’t have the standardized technique and solid body of instructional literature 
that has long been available to classical guitar students, This dearth of educa 
onal material has forced jazz guitar students to spend a great deal of time 
whittling away technical possibilities through trial and error rather than mak- 
ing music. Although the lack of standardized technique does open the door for 
more creative approaches-for example, Wes Montgomery's thumb technique or 
Kevin Eubanks’ fingerpicking technique-for many itis a barrier that will 
never be breached without proper guidanee. Itis my hope that this book will 
help fill the vacuum of jazz guitar technique literature and subsequently speed 
the progress of those who study it 


With that said, I don't propose that the technique described in this book is the 
fone and only way to play jazz guitar. Iisa technique that has a long history of 
suceess by players of a variety of plectrum instruments, most notably among 
the Sint jaza guitarists of Western Europe. For some, the 

technique will present too great a barrier to their musical goals and subse 
quently have to he modified or abandoned all together. However, I believe that 
for most guitarists, especially those who specialize in acoustic playing, th 
technique offers the ideal combination of tone, volume, and speed an 
therefore worth the time and effort required to achieve it 


tations of this 


Finally it should be noted that this book would not have been possible without 
the generosity of the Fulbright Com 

1n who provided funding for my research. The warm hospitality of the 
psy jazz community made my stay in The Netherlands a pleasant and 
memorable one. Jan Brouwer, Leo Eimers, John Friedvichs, Mary Honcoop, 
Jan de Jong, Peter de Jong, Jaqui van Diessen-Bijveld, Georg Lankaster, Hans 
Meleen, Kevin Nolan, Harry Ter Haak, and Lala Weiss always: 
always on the right train and had a bed to sleep 1y deepest grati- 
tude to my teachers, both Sinti (Fapy Lafertin, Jan Limberger, Martin 
Limberger, i (Robin Nolan and Reinier Voet) 
for their guidance and 


jsion and the Netherland-America 


ul Paulus Schafer) and not 
piration, 


‘niques and picking patterns explained here will help beginning students 

develop a solid foundation on which to build their technique, More 
‘advanced students, many of whom have never been exposed to Gypsy technique, wil 
find the picking techniques and Gypsy musical phrases in this book a weleome addition 
to their improvisational vocabulary. Additionally, this picking technique ean be applied 
‘to many styles of plectrum guitar playing other than Gypsy jazz. Rock, bebop, blue- 
grass, and blues guitarists can all improve their technique and musical vocabulary 
‘through the material described here. 


T: book willbe beneficial for guitarists at any skill evel The basi tech- 


One ofthe unique features of this book is the meticulous attention given to right-hand 
pick strokes and left-hand fingerings The picking pattems and fingerings notated here 
are based on research among Gypsy musicians and the study of vdeo footage of Django 


‘at worst, merely an afterthought full of errors. To spare you this frustration, my exam- 
ples are proven ways of executing Gypsy musical phrases. 


Cypey Picking has a three-fold purpose. The first i to 
foundation on which they can build their right-hand picking technique. This is 
the right hand into fifteen picking pat- 
olate and master problematic motions. Through the 
study of these fifteen picking patterns the student will rain his or her hand to perform 
the basi movements required to play Gypsy jazz music (and many other genres as well 


‘of musical phrases 
musicians. The “Musical Examples” section contains thirty examples transcribed direct- 
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ly from the playing of Django and other Gypsy musicians. Learning these 
examples will allow the student to in 
the Gypsy jazz genre. For additional pedagogical value the musical examples 


provise within the stylistic conventions of 


are cross-referenced with the appropriate picking pattern, 


The third purpose is to provide the student with some extra-musical infor 


tion about the context a 
Although Gypsy jaax has never been exclusively a "Gy 
‘ment and aesthetics have always had a special relationship to the Gypsy com- 


I history of Django Reinhardt and Gypsy jazz music 


ry" music, its develop- 


‘munity who have consistently produced the genre's best players. This book will 


aly help the student Iearn to play Gypsy jazz music, but also to garner an 
understanding of the culture which produced it 


In this book you will learn 


+ Proper body and hand po 


4 ‘The rest-stroke picking technique 

+ Fifteen picking patterns 

4 Thirty ofthe most commonly used phrases 

+ A-minor blues solo packed with Django's favorite ideas 


4 History of Django Reinhardt and other Gypsy guitarists 


‘The book is organized into four sections: 


+ Part 1, "Gypsy Jaza," provides h 
and the rest-stroke picking technique employed by Gypsy guitarists 


torical information about Gypsy jazz 


+ Part Il, "Fundamentals" expla 
udelines that will help you progress more rapidly 


proper body positions and practice 


+ Part IIL, "Picking Patterns,” provides detailed explanations of the basic 
techniques required to execute rest-strokes. It includes fifteen picking 
patter . 


«that are the cornerstone of Gypsy jazz style play 


+ Part IV, "Musical Examples,” contains thirty examples transeribed direct 
ly from the playing of Gypsy jazz guitarists. These examples ave orga 
nized by their corresponding Picking Pattern from Part IIL. To help put 


some of these examples in context, a five-chorus long minor blues solo is 
provided for additional study. 


‘The accompanying CD has audio exan 


ples of the fifteen picking patterns, thir= 
ul the minor blues sala, 


genre known today as “Gypsy jazz" Curiously, Djangos music had 

ile Gypsy idemtieation during hs lifetime. Ts ientity asa jaan 
rmusician and a Frenchman seemed to eclipse much of the Gypsy association 
Attached to his musi, However after Django's death his musie was most passion- 
ately preserved within the Gypay community, a fact which subsequently gave rise 
tothe abel “Gypsy acs” Although there are many permutations and sub-styles 
“of contemporary Gypry jazz, most of them plane an emphasis on Django's pre-War 
styl instrumentation, and repertoire, The following are common characterises 
‘of Gypay jazz musi: 


T cal legacy of Django Reinhardt has been preserved in the 


1) Use of the acoustic guitar. More specifically, the “D hole” or “oval hole 
guitars produced by the Selmer corporation of Paris during the first half 
‘of the Twentieth Century. 


) An ensemble comprised entirely of acoustic string instruments. The instru- 
‘mentation used by Django’s group the Tot Club of France (two rhythm 
ne solo guitar, double-bass, and a violin) is considered the 


3) An accompaniment style which uses an idiomatic swing rhyt 


referred to as la pompe. The la pompe rhythmn's heavy accent on 
beats 2 and 4 differentiates it from American-style swing accompan 
nt, which tends to give a more even emphasis across all four beats. 
4) A repertoire that consists of pre-war American swing standards; 
Django Reinhardt and Stéphane Grappelli 
tions by later Gypsy guitarists such as Stochelo Rosenberg, Dorado 
dt; French musette waltzes; Hungarian 
folk songs. 


Schmidt, and Lulu Rei 


ezardas: and Russ 


Django Reinhardt and the 
Gipsy Guitar Technique 


There are few guitarists who aren't amazed by the dazzling virtuosity of 

Django Reinhard: the brilliance of his improvisations, the timelessness of 

his compositions, and his tee astery. While few of us will ever play 
ng as the one Django did in his version of Darke 

(1947) oF write a composition as timeless as Nuages, Django's tech 

attainable by nearly anyone willing to put in the hard work. 


You may ask, "How can we know how Django played? He's been dead for 

nearly fifty years, and there's yery little film footage of i 

‘one can ever say for certain exactly how Django executed eve 
but fortunately his lege 

Europe, 

revealed that during Django’ lifetime, there had been (and stills) sub- 

stantial contact between Sinti Gypsies i 

Gypsies in France. For ex 

of the Limberger f 

was Django's contemporary and actually played with him om occ 


passage in 
has lived on among the Sinti Gypsies 
research I conducted in The Netherlands 


The Netherlands and Sint 


uple, Herni Piotto, the now deceased patriarch 


ly of musicians from Rijswijk, The Netherlands, 


‘Transnational family connections, pan-Sinti religious and musical gather- 


gs, and an itinerant lifestyle facilitated the transmission and preserva 
tion of guitar techniques used by Django to Sinti musicia 
Western Europe. Subsequently, one would be hard pressed to find 


guitarist who didn’t use a variation of Django's technique. 


Django's powerful right hand. This book focuses on one of the most fun- 

damental elements of Django's technique, his powerful right hand which 

allowed him to play loud and fast with a very warm and satisfying tone 
utshell, Django's right-1 nique isa plectrun 

only used classical guitar finger stroke known as apoyando or "rest- 


Ina 


ul tec ersion of the 


stroke.” The plectrum version of this technique has all the benefits of the 
fingerstyle stroke-reduced fret buzz, a secure feeling of placement, 
reduced muscle tension, and a loud, full tone. In addition, the pleetru 
rest-stroke takes advantage of basie principles of physies by using the 
weight of the hand, instead of the muscles, to propel the pick in much 
the same manner as a hammer falls on a nal. Unlike the more commonly 
used free stroke, which activates the stving by pushing the pick through 
the string, the reststroke activates the string by letting the pick hand fall, 
using gravity rather than your museles, to provide the necessary force. A 
rest-stroke is completed by letting the pick rest on the next adjacent 
string; hence the The result is volume, tone, and 
speed without the discomfort of tense muscles 

‘This subject will be covered in more detail in the explanation and exercis- 
es later in this book. 


sme "veststroke 


jue wrist and forearm, 


Origin of the rest-stroke. The ov 
among the § 
theories 


of the rest-stroke pleetrum technique 
inti remains somewhat of a mystery. Here are three possible 


inti oral traditions of 


1) Django inherited this technique through 
instrument technique. Many Sinti musicians are descendants of 
‘musical dynasties that have their or ng the professionally 

1 Gypsy orchestras of Hungary. Repertoire and technique 

have been passed down through Sinti families for generations with 

such exacting accuracy that families such as the Limbergers still 
perform authentic Hungarian music after living in Wester 

for atleast five generations. I've seen Gypsies fr 

the rest-stroke technique on plectrum instr 

Greck lauoto and bozouki, the Romanian cobzi, and the Turkish 

‘oud. However, plectrum instruments have traditionally not been 

used in Hungarian ensembles, and there is no evidence of a virtu- 

‘sie plectrum tradition among the Sinti hefore Django? 


nents such as the 


ce pleetrum technique was favored by American jazz 


jo players active in the First half of the twentieth century 
‘Throughout his teens Django aceon 


panied musette accordion play 
on the hanjo-guitar (a sistring banjo tuned like a guitar) and 
most likely began using the rest-stroke technique during this period 
‘of his musical development. Perhaps the rest-stroke technique 


accompanied the banjo on its transatlantic jo 
into the hands of P 


ney fe 


America 
1 dance hall musicians and subsequently 


Decane the technique used for Gypsy jazz music 
3) Django’s use of restatroke picking could simply be a ease of coinei- 
dental invention (that is, the same problem [tore or less] bring 
solved with the same solution [more or Tess] in multiple locations 
Without any communication among the respective inventors). 
Django and his contemporaries in Paris may have come to the con- 
clusion that using the rest-struke was the most effective way to solve 
the problem of picking in their particular context. Other technically 
Inilliant ju2x guitarists such as Joe Pass and Larey € 
independ 


nique. Ts 
treatise on picking technique 
modern jaza context rest-strukes are the 


effective way to use 
the pleetrum: 


(on) 
Pais Schafer 
Sharona Scie. 
Prniogrape 


Michael Horowitz 


you need to do and be aware of to effectively play Gypsy jana, We start 


iE this section, Twill provide complete information about the things 
‘with what you need to know about your technique. 


Changing Your Technique 
A eat once in theiecares, most musicians rach a dead end echnical an 

in onder to improve, they must make ome fundamental changes in hee ech 
nique. Examples abound: Bocuse of scree endont, the fingerstyle gitar i= 
those Loo Kottke was forced to lake lang hiatus from performing to relearn the 
nor ergmomielanical righthand technique. To mee the demanc af perform 
ingas a gitarvocal duet, Tuck Andress switched from picks to fingerstyle 
‘lying and during the late 1970s Joe Melanin, who ha ona its 
ect player fr year, struggled io rework his tsdhnique for acouste playing 
Chet Baker was ford to rear his rumpet embouchure afera sverebeating 
nd. ofeourse Django had to relearn how to play the gular wth two fingers after 
tis hana had been seaeved fom fie 


‘During my research in The Netherlands T reached such a technieal dead end 
-mysel, After years of playing straightabvead jaza, Thad developed a very fast alter 


nate picking te 
bebop vocabulary 
for amplified playing, it was useless on the acoustic guitar except in very 
‘quiet situatic to learn Django’s 
solos since ward vocabulary used in Django's music is 


que which allowed me to play much of the hor 
‘electric guitar. While this technique was well suited 


1s. Furthermore, Iwas frustrated tryin 
ich of the st 
actually harder to play with alternate picking. For these reason 


the very serious decision to rebuild my technique from the ground up. It 


took me six months of diligent focused daily practice to be able to impro- 


tise again at medium tempos. had to go through every phrase, piece 
tid mela I knew an rework the picking. Even after year af ding 0 
Till cant play everyting T used play ing alternate picking. The 
Inet however i that much Toe with ery sts 
that most af Djang's phrases are very natural play. With the rest 
a perfectly timed remus seem wel within reac, 


stroke tee 
axpegs 


sn his breathtaking chromatic passages, lig 


Guidelines for Reworking 
Your Right-hand Technique 


1) How long will it take? It depends on how much time you have to 
practice and the quality of your practice time (see "Practice 
Suguestions” below). I was fortunate to have the luxury of practicing 
ight hours a day on a regu ‘came quickly, and 
after six dent about playing in public at 


© basis so the basi 
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If possible, commit totally to the nev technique. If you ean take a 
iatus from performing for atleast six months, then youll learn 
much faster. Ifyou try to mix your old technique with the rest- 
stroke approach too soon in your development then it will be very 
difficult to master the required motions. I don't use free-stroke 
alternate picking at all anymore and find that with some tweaking 
of left-hand fingerings, [can play nearly everything I could play pre- 
viously (including bebop lines). With that sad, I think there isa 
place for mixing free-stroke alternate picking with the rest-stroke 
techn 
string combinations. Here is a breakdown of what reststroke pick= 
"do for you 


que to achieve certain phrasings or to execute certain tricky 


ing can and 


Rest-stroke Picking 
What it's good at: 
4 Achieving volume and tone on an acoustic instrument 


+ Executi 


1g phrases played by Django an 


© Chromatic runs 


© Fastawept arpeggiated patterns 
© Horizontal scale and arpegaio fingerings 
© Django style triplet patterns 

What its bad at: 


+ Complicated string crossing patter 


at high speeds 
+ Bebop style rhythmic phrasings! 


per 


Cross picked” arpeggiated patte 


Again, try to avoid mixing the rest-stroke technique with your old 
‘one, Don't give up too easily 

problems. Often, some sinall changes in left-hand fingering will allow 
You to execute a problematic phrase 


na particular phrase that is giving you 


3) Try to fix the image of this technique done properly in 
you're fortunate to ive close to someone who has mastered this 


technique, then go and watch him or her play as much as possible. 
If not, then try and get a copy of the Django Legacy or any other 
video with good footage of Sinti guitarists and watch it carefully 
over and over again? 


4) Periodically test your progress in low-stress situations, such as jams 
with friends or small gigs. W's always harder to perform in public 30 
these situations provide a good indicator of how well you've internal- 
ized your new technique, Don't he too hard on yourself if you find 
yourself stumbling through things you used to play effortlessly. I's 
part of the learning process, and it will come with time and practice. 


Sj nagar 


Practice Guidelines 


1) Stow down! When you practice, you're proge your muscle 
smory to perform the movements required to play the guitar, 
Unfortunately, your muscles don't discern between sloppy playing 
and clean playing so they'll learn to do whatever movement you 
keep repeating. If that movement is sloppy, then that's the way 
youll always play unless you go back and relearn it ata slower 
tempo. You play the way you practice, so always practice playing 
swith control. 


2 


Use a metronome, In order to lea 


hhow to play with good time, you 
st practice everything with a metronome 

reason you can't play a difficult passage is not because you ean't 
play fast enough but because you are rushing. Ifyou are having 
trouble with a particular passage then slow it down and make sure 
every note is played perfectly in time. Start by singing the phrase 
first and then playing it slowly. Ler the musie dictate what your 


Chances are that the 


hands will do, not vice versa. Once you master it gradually increase 
ng. IFit gets too hard, go back to a tempo with 
which you're comfortable, Simple ideas played with perfect time 
‘always sound better then complex ideas played sloppily. 


3) 


Maintain a regular routine. Regular repetii we 


improve. Even if you have limited time, try to keep your practice 
1 five hours once a week is 
ates every day 


sessions at regular intervals, Practie 


less effective than practicing thirty 


4) Develop a systematic practice regime. Wentify your weak areas and 
ke them the focus of your practice 

things, or even better write them out (in tab or staff notation), and 
‘organize them into a binder that you can regularly play through, 
Having all the songs, phrases, exercises, and so forth that you're 
working on in one easily accessible book will ensure youll repeat 

ng, move it toa differ- 
ok and add something new to the ones you're 
still working on. Every 0 often, you ean re 


Make a list of these 


them over and aver. When you master somet 
ent section of the b 


the "mastered" see- 


tion to jog your memory. 


5) Analyze your playing visually and audibly. Record yourself playing, 
then listen to it carefully. Identify your weak po 
prove them, Also, use a mirror while you practice or even better 
Videotape yourself playing. Are you using the motions deseribed 
this book? If not, sit in front of mirror and adjust your movements 
accordingly 


ts and strive to 


6) Anticipate performance situations during your practice sessions 
Youll be the most at ease when you perform if you've already aceus- 
u'll be performing. For 
‘example, if you expeet to perform without amplification, especially 
at festival jam sessions, then get used to playing with good projec- 
Play along with a CD ata relatively high volume to simulate a 
barrage of rhythm guitars trying to drown you out. Or if you expect 
to play with musicians who play at fast tempos, work out some sim= 
ple, easily executable ideas that sound good when played fast and 
practice them at increasingly fast tempos. 


7) Analyze problems. Some things just require time and practice, but if 
you feel like you've reached a dead end with a particular phrase or 
technique you should carefully analyze the problem. Here are some 

in problems 


4 Inefficient left-hand fingering 
+ Inefficient picking pattern 

+ Rushing 

+ Too much muscle tension 


8) When you're playing a wig, forget about all this and just have fun! 


Body Position 


Most average-sized people will naturally hold the guitar in & posi 
is appropriate for pleetrum-style playing (see Figure 1}, However, there 
can be problems and here are a few of the most e 


1) Trying too hard to hold the guitar in place with the right arm, result- 
ing in counterproductive muscle tension, Make sure your right arm is 
relaxed. Its mere presence is enough to hold the guitar in place. In 
footage of Django playing he's often so loose that the guitar keeps 
sliding away from him, making it necessary for him to periodically 
smudge it back into place between phrases of his sala, 


Figure 1: Proper Body Positi 


2) The guitar is sitting too low in relation ta your upper body. Tey 
using a footstool unde your right foot to boost the height of your 
leg. This will raise the guitar up closer towards your head, A small 
pillow between your guitar and leg also works. In the absence of 
either ofthese devices, simply lift the heel of your right fot, oF buy 
‘guitar with a bigger ody. 


8) The neck of the guitar is pointed too low. The neck should be tilted 
up slightly to improve access to the fret hoard. Never tilt the neck 
toward the ground, 


4) The guitar is being held so closely that its back is in contact with 
‘your torso. Only the top section of the guitar's back should make 


tact with your body. Pressing the guitar against your abdomen. 
significantly dampens the instrument's sound production, 


5) Keep a straight hack and avoid slouching over the guitar. If you're 
hhaving trouble seeing the fret board, then slightly tit the top of the 
guitar towards you instead of bending your torso over the neck, 


6) Putall your energy into your hands. Sinti musicians learn from a 
Swaying 
Your torso, excessive foot-stomping, and head-bobbing all divert your 


young age to keep their bodies entirely still while playing. 


attention fr 


‘your hands that are trying their best to execute the 
very precise motions you've trained them to do, Don't be afraid to 
look boring: if you're playing well, no one will care. 


Plectrums 


Plectrums used for 


Gypsy jax m 
Materials such as horn, bo 


usie are generally very stiff and thick? 
coconut, wood, tortoise shell, and various 


plastics have been used successfully. Many Gypsies use large reshaped 
plastic or wood buttons quite effectively. idered by most as 
the ideal material and is most likely what Django used. Luckily for tortois- 


fs, they are a protected species so you are unlikely to find a supplier of 
fresh shells. However, you ean often find tortoise on old jewellery boxes 

nivrors. Cheek your grandmother's attic ors 
items. For G 


yard sales for such 


psy jazz players, one of the most popular alternatives to tor~ 

toise is the synthetic Wegen pick (www.wegenpicks.com). The French pick 
taker Jean-Charles Dugain fashions picks from a wide range of 

including wood, bone, coconut, stone, metals, and syntheties. Among the 
jore common mass produced picks I've found that sound good are the 

Dunlop 500 1.5mm and the Dunlop Jazz Tone 208. One of the best ba 

tins is the ergomo 


ally contoured John Pearse Sarod pick, which is 


ade of ebony oF rosewood and costs about $3. They are made with both 


pointy and rounded tips. The rounded version is preferable for Gypsy jazz 
playing. Once you master rest-stroke picking, youll find that you ean get 

4 yood tone out of nearly any type of pick as long as itis made uf a 
dense, rigid mate 


Holding the pick 
You want aoe und ib elas a parle ls were yo 
te nearly droping the pick. Ta achieve tis you mus avo pinching 
the plc Beene tha els in acesve mule econ nse: 


1) Rotate your right hand so the left side of your index finger is facing 


upwards, 

2) Curl your fingers in slightly, about halfway between an open hand 
and a elosed fist. 

'8) Place the pick between the tip of your index finger and the first 
joint, Make sure the point of the pick is perpendicular to your 
Finger (see Figure 2) 

4) Place your thumb over the piek so that the thumb is eomtacting the 


pick somewhere between the center of thumb and the first joint. I 
you're doing this properly, then the top part of you thumb should 
‘extend beyond the pick (see Figure 3). 


Figure 2: Holding the Pick Figure 3: Holding the Pick 
(Without Th (With Thumb) 
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“Anyone who plays guitar is our friend.” 
Stanley Schisfer (brother of Paulus Schisfer) 


Holding the pick this way allows you to get a firm grip on the pick with, 
‘out exeessive muscle tension. Its a good sign if you drop the pick dur 
the early stages of learning this technique since it indicates that you're 
not trying to pinch the pick to0 hard with your muscles, 


Hand Position 


‘The hand position used in Gypsy jazz is commonly referred to as a 
ing hand technique because the hand is completely free of the guitar. 
Playing with the hand free of the guitar improves mobi 

top ofthe guitar to vibrate freely. 


and allows the 


1) Place your forearm on the upperbout oft 
inches from the elbow (see Figures 4 and 5). 


guitar about one-to-two 


2) Let your hand hang down over the strings about halfway between 
the bridge and the sound hole, It should naturally hang at about a 
s5edegree angle. 


8) Make sure the hand is floating above the bridge, Under no circum 
stances should your and make contact with the bridge. This will 
only result in unnecessary tension, lack of mobility, and deadening 
of sound. 


‘This isthe basic position. Most players, including Django, uncurl their 
fingers somewhat and let them gently brush against the top of the guitar 

to provide a sense of positioning. The key is gently brush against the top. 
Pressing hard will deaden the top of the guitar and tense up your hand, 
Under no circumstances should you press or plant your fingertips or palm 
(on top of the guitar. (Again, see Figure 5.) 


Some players, such as French Manouche! virtuoso Raphaél Fay, keep. 
their right hand completely off the top of the guitar. This is harder to mas- 
tr, but helps provide additional volume and mobility. With this technique, 
a sense of posit plished by gently brushing the backs of your 
fingers over the strings while picking. It might feel a little uncomfortable 
at first, but eventually you'll develop calluses on the back of your fingers, 
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(Frontal) 


Figure S; Hand Position (Player's View) 


‘of the basi techniques used in rest-stroke picking, Read the expla- 

nation for each pattern fest then try playing through the example 
Always use a metronome and take it slow at first, making sure your movements 
‘are precise, This is the fastest way to master these techniques. 


T* wing section will provide explanations and written examples 


“Make these exerrses a part of your daily practice routine for at least six months. 


‘These examples all use open strings so you can concentrate on the right hand. 
Once you feel comfortable with the basi picking pattern, you can attempt to play 
‘some ofthe examples in the “Musical Examples” section that use the picking pat- 
term you are working on. Always make sure you've mastered the basie pattern 
first; otherwite the more advanced phases will always be sloppy. Asa rule, the 
right hand should be trained to the point where the required motions are auto- 
‘matic before the left hand can be worked in 
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The Play-Relax Technique 


‘To master reststroke picking, you must learn to quickly alternate your 


1reles between states of tension and relaxation. Of course, complete 
relaxation while playing the guitar is impossible. If you were completely 
relaxed, you'd be lying on the floor. The key is to learn to focus your effort 
by only using enough muscle tension to accomplish the required task and 
quickly return to a state of relaxation. To learn this, you must make 
e that after every pick stroke your right hand returns toa relaxed posi- 
{netion in your movement betwee 


After diligent practice at slow tempos, you will ev 


tually be able to achieve a state of dynamic relaxation at very fast tempos, 


Every exercise inthis book should he practiced 1 
techni 


Picking Patterns 


ng the play-relax. 


Picking Pattern #1: Downstrokes 


‘To play a rest-stroke with a pick, raise your hand about an 
low A string (see Figure 6), and then let it fall onto the A string (using 
wseles). The pick should fall through the A string eaus- 

come to rest automatically on the D string (see 


ing it to sound and th 


Figures T and 8). Ws 


jortant to use a faiely wide motion, so be sure 
you start the stroke about an inch above the string. Even more evitieal is 


‘eatch" the pick, subsequently stopping the 
technique achieves aceus 


that you let the D string 
tion of your hand. When done properly, th 
racy and volume with very little muscle tension, 


the wrist. Trying to pick 


thould always be generated fr 
our finge 


In general, the pick should strike the string at a 45-degree angle. The 
piel angle can he adjusted to achieve different tone colorations. The 
re parallel the pick isto the strings the brighter the sound is, 

eater and therefore les efficient, A warmer 
a the pi 


PART THHEE¢ MASIC TECHNIQUES AND PICKING PATTERNS 


‘You can blindfold me and have ten guitarists play and JU 
be able to pick out the Gypsy every time. No one else plays 
with the feeling that the Cypsies do.” 

-Fapy Lafertin 


es 


attacks the string at a more perpendicular angle. 
(either parallel or perpendicular) tend be inefFic 


treme pick 
and uni 


‘When preparing for a downstroke, your hand should always raise the pick 
1s) above the str 
ing, you should start by holding the pick 


‘and then letting it fall on 


nd to it 


uc you i 


is technique o 
troke since there is no other string ty the pick. In this 
ly lett rough and return to the starting pos 
ovement should be quite wide, so don't he afraid to really let 
ugh. Trying to use your muse the 
in unnecessary tension, fatigue, and dise 


play ares 
tion. The 
and fully follow th 


wand follow 


vement will only resul 


Play a Downstroke on th 


Figure 6: Preparing 


7 


Figure 7; Completed Downstroke on the A String (Resting on the D String) 


Figure 8: Ite ng (Close Up) 


tice session with the exercise titled Picking Pattern 


axed and producing « 


ail make sure you are 


lear sound If y 


are having any prob playing tow fas. 
Slow the metronome down until your playing is relaxed and accurate 


When chan 
will be die 
pik ani 


Sweeping 
sed later. At this point change st oning the 


ing 


gs by po 


fall 


ye new string and le 


Picking Pattern #1 (Downstrokes) 
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ep Track #2 
= 


yor * * fF fF 2 2 of o 


Picking Pattern #2: Upstrokes 


Up 
tutes upstrokes for strict alternate picking. TI 


rokes are used in this technique but n 


th 
following guidelines will 


help you determine when 


aan upstrake 


1) When ehangi 
string chai 


rings, always use a downstroke. This applies to 


2) laying consecutive notes on the same st 


ng upstrokes may 


he tempo and desired phrasing. 


4) An upstroke may be used to begin a phrase which starts on a higher 


string a lower strings (see Picking 


Pattern 
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‘To play an upstroke: 


4 Start by playing a downstroke on the D string: 
n the G string 


your pick is 


+ Lift 
string then follows the 
low E string 


pick hack up at a 45-degree angle su that it strikes the D 
uh so that it is hanging i 


he air above the 


4 Your hand is now in position to play another downstroke, 


Picking Pattern #2 demonstrates the simplest use of upstrokes.® This 


example works aut i alternate picking hecause four notes are 
sing played on exch string, Make sure y 

‘The are of your upstrokes should be wi 
o equal that of your dawastrokes. AL slo 
ke sh 

higher than the st 
you play an upstroke on the D string, tl 
E string and then fall buck down on the D st 


F downstrakes are rest-strakes 


‘enough so that you're producing 


dium tem- 


uld raise up two strings higher or about an inch 
ike with the next downstroke, So if 
pick should go up above the low 


ng you intend to 


its a restestroke 


Picking Pattern #2 (Upstrokes) 


CD Track #3 
we 

—S= 

ett hy hry Beet eae 


€ 


Picking pattern #3: Swept-Strokes 


A sweptestrake i a dow 
tion and "push" through the string, rather than raising the han 


in which you start from the re 


ng posie 
and 


iit fall” A swept-stroke is usually preceded by a rest-stroke, x0 the 


will already be resting against the string which will he swept 


Picking Pattern #3 will develop your ability w play swept-strokes. Django 
ade extensive use of this pattern, 


+ It starts with an upstroke on the high E string, which is necessary to 
allow you to jump down to the G string. Make sure you Follow 


+ Play a downstroke on the G string, allowing the pick to rest against 
the B string 


4 Now, instead of ra hand up to play another dawnstroke, 


just push the pick through the By string so that it rests on the high 
E string. 


ag, letting your hand fallow 
1 trying to stop it with y 


+ You have now completed the pattern and are ready to staet with the 
first upstroke again, 


ih Picking Pattern #3 (Swept-Strokes) 
CD Track #4 


a 


he Baym 
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[6 } 


Picking Pattern #4: Syncopated Pattern 


6 syncopated pattern which was used 


ke on the low E, with your 


string, 


ing 


troke on the A string, ending with your 


played again with an upstroke and then the pattern 


Picking Pattern #4 (Syncopated Pattern) 
CD Track #5 


au 


Zz 


asl 


au 
aul 


Pattern #5: Arpeggio Pi 


tern #5 will develop you 


4 picking patte 


4 Start with roke on the D string ending with the pick resting 


‘against the G string. 


4 Sweep through the G string and rest on the B string 


4 Sweep through the B string and rest on the E string. 


4 Sweep through the E string and let your hand follow through. 


+ Play an upstroke un the high E 


+ Play a downstroke on the B string and rest on the E 


ing. 


¢ Play a downstroke on the G string and rest on the B string, 


[ @ | 


PANT THREE # BASIC TECHNIQUES AND PICKING PATTERNS 


4 Play a downstroke on the D string a 


+ The pattern now repeats its self with 
D string 


Picking Pattern #5 (Arpeggio Picking) 
CD Track #6 
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Pattern #6 will allow you to play arpeggios which are fingered 

tally across the neck, Notice that when the pattern 

high E string, two downstrokes are pla 

1g change. When an odd 
fol 


‘an upstroke and a 
ywed by a downward sti 


ov so tha 


oke before the string cha 
yuu didut play two dh 

‘change would be a down 
‘cute at faster tempos, At slower tempos th isnot nee 
Dut when playing at faster tempas keep in m downward string 
changes are almost always easier when preceded by an upstroke, Au 


is an upstroke (i.e. down 


own, up). IE 
rastrokes in a row then the note before the string 


playing two consecutive downstrokes on one string is more efficient than 
two consecutive downstrokes on a downward string change. However, 
so ther 


there are except es to this tech= 


is no catchall rule that app 
nique. Use whatever technique pravides the most musical solution to the 


technical problem you are trying too 


+ Start with a downstroke on the low E string and rest on the A string. 


4 Play an upstroke on the low E 


mM 


+ Play a dows 


oke on the A string and rest on the D 


4 Play a swept-stroke om the D string and rest an 


+ Play an upstroke on the D stvin 


24 


+ Play a downstroke on the G string and rest on the B string 


+ Play « sweptestroke on the B string and rest om the high E string 


+ Play a swept-stroke ou the high E string and follow theough. 


+ Play « dowastroke on the high E string and follow th 


+ Play an upstroke on the high E string. 


4 Play « downstroke on the B string and rest om the hi 


+ Play a downstroke on the G string and rest on the B string. 
+ Play « downstroke on the D string and rest on the G string, 


+ Play an upstroke on the 


4 Play « downstroke on the A string and rest om the D string. 


+ Play « downstroke on the low E string and rest on the A strin 


4 Repeat the pattern with an upstroke on the low E string. 


) Picking Pattern #6 (Horizontal Arpeggio) 


CD Track #7 
ee ees 
a ZF 7 es 6 — ad Zz 4 
a 
— 
i 3 


(>) Picking Pattern #7 (Odd String Horizontal Arpeggio) 


Picking Pattern #7: Odd String Horizontal Arpeggio 


7 is modified version of the Horizontal Picki 
es is played om every string (either 


hanges to always be 


an odd number of 


allows for string 
and, with practice, can be 
tring pattern is unly effective when 
her of notes (two vighth-notes) 
and can either be played as two downstrokes or, at very fast tempos, as a 


Alowastroke followed by an upstroke. 
+ Start with a downatroke om the low E string a rest om the A string 
+ Play an upstroke on the low E string 
+ Play a dovenstroke on the low E string andl rest on the A string 
+ Play a sweptestroke om the A stving and rest on the D string. 

+ Play a sweptstroke om the D string and rest on the string. 
+ Play an upstroke on the D sting. 
4+ Play a downstroke on the D string and rest om the G string. 


+ Play a swept-stroke on the G string and rest on the I string. 


+ Play « swept-stroke on the B string and rest on the high E string 


+ Play an upstroke on the B tri 


+ Play « downstroke on the B string and re 


fom the high E string. 


4 Play a swept-stroke on the high E string and fullow through, 


+ Play a downstroke on the high E string and follow through. 


CD Track #8 


25 


——— 


he 


# 
= z 
zo 


au 
=u 
aa 
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Picking Pattern #8: Triplet Pattern #1 


Picking Pattern #8 is « commonly used triplet pattern, Notice that unlike 
Picking Pattern #6, downward string changes are always preceded by 
es. This may seem inefficient but because it isa triplet pat 
works better with straight down up down pickin 


+ Beyin with a downstroke om the high E 
lw through, 


ng and let your hand fol 


4 Now play an a 


oke on the high E 
+ Play another downstroke on the high E and let your hand follow 


+ Play a dow 


oom the B string and let 


pick rest against the 


+ Play an upstroke on the B string. 


ike om the B string and let the pick rest again 


he pattern hy performing a swept-stroke on the high 


Picking Pattern #8 (Triplet Pattern #1) 


CD Track #9 
2 a 
of 
myn eS 
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Pi 


Picking Pattern #9 isa triplet pa 


9 Pattern #9: Triplet Pattern #2 


cru played over four strings. No 
ned throughout the whole 


the down up down picking patters 
pattern, 


4 Begin with a downstroke om th 
follow through. 


gh E string and let your hand 


+ Play a 
string 


+ Play an upstroke on the B string 


+ Play a downstroke on the G stsing and let the pick rest agai 
string 

+ Play a dowastroke on the D string and let the pick rest against 
string 


+ Play an upstroke on the D string. 


+ Play a dow 


oke 


1 the D string and let the pick rest aga 


4 Play another dowustruke on the D string and let the pick rest 
ayainst the G string, 


Picking Pattern #10: Triplet Pattern #3 


Picking Pattern #10 is «triplet pat 
inti guitarists, such as Jin 
Shier. Notice that Picking Patt 
a #6 
ng and then followed by an 


nsecutive down 
ke and a string chan 


4 Begin with a downstroke on the h 


low through, 


E string and lot your hand fol- 


+ Now play an upstroke on the high E. 


4 Play « downstroke on the B string and let the pick rest a 


+ Play a downstroke on the G string and let the pick rest against the 


+ Play a sweptestroke on the B st 


ig and lot the pick rest against the 


+ Play « swept-steoke on the E string anu let your hand fallow through, 


+ Now repeat the pattern by playing a dow 


coke on the high E string. 


Picking Pattern #10 (Triplet Pattern #3) 
CD Track #11 


Picking pattern #11: Double Bass pattern 
Picking Pattern #11 is pattern that is used by Gypies far accompa 


for solo guitar pieces. 've named th 


pattern “double bus 


because pass notes fall on both the “and” of beats 2 and 4 


and right on beats 1 and 3, 
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4 Start by playing a downstroke on the low E string ending with the 
inst the A string 


piek restin 


he D string ending with the pick resting 


4 Play « downstroke 
against the G string. 


ng with the pick 


+ Play a swept-stroke on the G string. 
against the B string. 


low E string ending with the pi 


+ Play a downstruke o 
against the A string. 


+ Hegin the pattern again with anotter dow 
ing Pattern #11 (Double Bass Pattern) 
CD Track #12 


a4 


Picking Pattern #12: Double Bass Pattern (Triplets) 
Picking Pattern #12 isthe double-bass pattern modified to be played ax 


note triplets 


eight 
4 Start by playing a downstroke on the low E string ending with the 


Dick resting against the A string 


he D string ending with the pick resting 


+ Play a dowastroke on 
against the G string. 


4 Play a sweptatroke on the ( string ending with the pick re 


against the B string. 
+ Play a sweptatroke on the B string ending with the pick resting 


mM 


‘against the high 


+ Play a downstroke on the G string ending with the pick resting 


against the B string. 
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ng with the pick resting 


4 Begin the pattern again with another downstroke on the low E string. 
p 


Picking Pattern #12 (Double Bass Pattern [Triplets]) 


© CD Track #13 

2 ete a 

ese at sore 
3 a s j 

os a or 


Tremolo Picking 


Django often used tremolos for single entire 


-, doublestops, 


this tee 


portant thing jer when perfor 


at tremolos are played in time, Usually, 


are played as 
6 triplets, At very fast tempos, tre 


bie played as straight eight 


notes, and at very slow tempos as thirty-sec 


‘ond notes. Abways practice tremolos with « metronome 


gle Note Tremolo 


1 than very fast alternate picking. 
clo, To play Picking Pattern 


Picking Pattern #13 isa ss 
#13 simply 


+ Play a downstroke on the B string letting the pick rest against the 


E string. 
+ Play an upstroke on the B string 
4 Start the pattern aver with a dowastroke on the B string 


Even at faster tempos make s 
Ayo 


ie from your wrist. 


mn from your Forearn 


icking your wrist and generating the n 


Picking Pattern #13 (Single Note Tremolo) 
CD Track #14 


Picking Pattern #14: Two String Tremolo 


When pe 
dn the rests 


ming a tremolo on two ar more strings you will have to abs 
picking technique and replace it with a very refined 


+ Curl the fingers of your right hand into a loose fist 


+5 
and high E strings. 


m in a downward direction so that the pick strikes both the B 


+s 


sum in an upward direction so that you strike both the high E 


and the B string 


+ Repeat the pattern with another downward s1 


Make sure the motion is generated ‘wrist and that your muscles 


tare relaxed. It should feel like shaking out a match, Always practice this 


Picking Pattern #14 is. sixteenth-note tremolo, 
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(Picking Pattern #14 (Two String Tremolo) 


CD Track #15 


the beginning 
At very fast tempos, this ex 


in an upward direction so that you strike both the high E 
and the B string, 


4 Strum in a downward direction so that the pick strikes both the B 
and high E strings. 


+ Repeat the pattern, starting with another downward strum, 


(L) Picking Pattern #15 (Two String Tremolo [Triplet] 
CD Track #16 


the Picking Patterns section of the tutorial. Once you master the 

Dasie open-string example of a particular pattern, you cam look up. 
the corresponding picking pattern # in this section and find examples of actual 
‘phases that Django and contemporary Sinti guitarists use in their improvisa~ 
tions. Many of these examples are very challenging, so make sure you've com> 
pletely mastered the basic picking pattern before attempting them, 


T: section is organized by the picking pattern #s demonstrated in 


Suggested left-hand fingerings are inclided with the following examples. 
Although Django would have fingered most of these phrases with only his index 
‘and middle fingers, ve decided to use the two-fingee system only when i's the 
best way to play a particular phrase. 


‘et remit as ny peti. 
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mf ( 


Picking Pattern #2 


not pure chromaticism 


rely chromatic run, which requires 
wre complicated picking 1 


and the four note per 


both pure ehromat- 


Example 2.1 (Descending Chromatic Run) 

CD Track #17 

m z be s,s fan 
= 


Example 2.2 (As 


cending Chromatic Run) 
#18 


’ we £4 te 
a ate ete 6 # FE EE 
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icking Pattern #3 


The fallow 


Jiminished pattern (Ex, 3.1) was one of the eor- 
s improvisational vocabulary. This example was 


v's filth ehorus of Dark Eyes (1047), 


+ of Djany 


scribed from D; 


Example 3.1 (Di 
CD Track #19 


‘The following (Ex. 3.2) isan e 
‘over a chord progression ss 
1 Dj 

es this idea in 


ple of the same picking pattern used 


he A section of the Django Reinhardt 


campo 
quently 


mprovisations, A similar idea is used by 


Stochelo Rosenberg in his u 


companied guitar piece Stéphanesque. 


36 
(y Exomple 3.2 (Chordal Sweep "Pickology’) 
CD Track #20 
av pw ow arin 
Pulte ee ee pe 
eee = 
VResynee pAas pres 
oe 
i 


Picking Pattern #4 


he Following th 


Django used variatios 
often, The follow 
chorus of Dark E 


Jan Brower 
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Example 4.1 (Three Note Syncopated) 
CD Track #21 


a” 


reas 


[eo trae tse tate Tene 


The following ex 


nple (Ea. 4.2) 
accompaniment pattern, Fapy Late 


Hungarian and Romanian music, The Fr 


Ferré used a var 
N 


10 of this technique in his recording of Miteho Pe 
ve that itis an eighth-note triplet pattern, which differs from the pr 
syncopated eighth-note pattern, The picking isthe sume for both, 
Dut the relationship to the beat is different. 


3s 
Example 4.2 (Cymbalom Pattern) 


) 
€ CD Track #22 

= ——= 
[RS Fe S Tes Te et Fs Fees Tes Ta 
fet tt 
geese sdsesee se = 
& = = 

Picking Pattern #5 


Harry Ver Haak 
Jen Limberg, 
Stare Limberser 
Bieske Limbeorge. 
snd Martin 
Limborger. 
Photographer: 
Dirk Cevy6 
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Example 5.1 (Chromatic Arpeggio) 
CD Track #23 
n ype sie t wipes 
ed Ah ae ee 


tt 
i 


f 


atete! ve 
g a setere., . be te a, 
feos se yr ne ee 
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ng quintuple 


ied guitar piece Improvisation No.I (1937 
fe more than the convent 


ing pattern used in Example 5.1 


Example 5.2 (Quintuplet Arpeggio Pattern) 


“cp Track #24 
Ss 5 
dott 2p PO a#e 
= = 
Se 
example, Minor Blues, Honeyauekle Rose, Douce Ambiance, ete.) 
Example 5.3 (Minor Arpeggio Pattern) 
CD Track #25 
o Gn D 
i gi de oe no abe Sa, typ BE 
——= =e =a 
¥ Pe e "ees vy 7 a 
£ 2 . 
= ————— 


Picking Pattern #6 


many of Dj 
alteration, 


(Ex. 6.1) is the foundation far 
reat when played without any 


Example 6.1 (A Minor Horizontal Arpeggio) 
CD Track #26 


An i ,a 42 

5 Ff # ff ¢. 
> ss F ——F = 
ee 

essen t a 9 TAA a # 


pattern can, 
(Ex. 6.2) by simply raising the thied-seale degr 


asa G Major arpeggio 


42 
Example 6.2 (G Major Horizontal Arpeggio) 
CD Track #27 
on 
2 £ . 
op i ef £ ¢ —— er 
ra rn A = 
ops as a 
ee 
Picking Pattern #7 
he Flloring example (Ex. 7. vo the horizontal A 
An wld number uf pick strokes per string is achieved 
le degree othe ptters 
Example 7.1 (A Minor Odd String 
Horizontal Arpeggio) 
CD Track #28 
Am 
ae 
Zz —=- —_ 
fe = 


atl 
=u 


The fol 
zontal arpegio. 


Example 7.2 (G Major Odd String 
Horizontal Arpeggio) 


example (Ex, 7.2) is the major version of the odds 


CD Track #29 
om 
——— 


The Follow 
ified for D i 


ample (Ex, 7.3) is the odd-string horizontal arpe 


arting on the 5th string. 


Example 7.3 (D Minor Odd String 
Horizontal Arpeggio [Sth string]) 


CD Track #30 
, ss 
2 : = 
te 77 a ns 


‘The following example ( 
modified for D Major start 


Example 7.4 (D Major Odd String 
Horizontal Arpeggio [5th string]) 
CD Track #31 


Lhythmic effect by alternating 
same piteh, The timbrel differ- 
ting coloration 


Martin Limberger 
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Example 8.1 (False Fingerings) 
CD Track #32 
S 3 2 2 
pot sp pp pp 9 p je + 
ea 7 7 — 
2 a 


2 2 
eo 
Fe 


Variations ofthe following pontatonie-based pattern (Ex. 1.2) were used 


ceareer and are also favored by contemporary Sinti 


by Django later is 


Example 8.2 (Pentatonic Pattern) 
CD Track #33 
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Picking Pattern #9 


The Fallawing 


1 (Ex. 9.1) 
1, especially d 


of Django's favarite idem 


playing 
lge of Honeysuckle Rose 


) Example 9.1 (Dominant Triplet) 


6 
CD Track #34 
ef 
——3—> : 
. ef et : 
eet —, = 
‘The following example (E92) na variation ofthis pattern adapted fora 
muir chord Take note af the differences in picking between this an 
the previous example, 
(Example 9.2 (Minor Triplet) 
CD Track #35 
Ant 
gh tp oot 
— 
——— = == 
ee — te 


Picking Pattern #10 


The following p 
lich ha 
Kis afu 


n (Ex. 10.1) incorporates the commonly used “line 


‘minor 6) 


Rosenberg, Stochelo ‘Tey using it wheney- 


Example 10.1 (Triplet Line Cliché) 
CD Track #36 


Anima 


7 


Picking Pattern #11 
‘The fallowing dinsnished sequence (Es. 1.1) 
e-hast pking pattern 
Example 11.1 (Diminished Double Bass Pattern) 
“© cD Track #37 
a poop pi 


(Ex, 11.2) is used by Sint 
Notice that 
fe far 


The following ascending minor chord pa 


guitarists for accompanying ballads or f 


s picking pattern has been a 
he A and D strings 


4s 
Example 11.2 (Minor Double Bass Pattern) 
CD Track #38 
Am Bgl Am ba AR my Be 


to 1 (Ex. 12.1) 
ue ets 


Example 12.1 (Diminished Double Bass Pattern [Triplets]) 
CD Track #39 


ee 
Peg eee Le ena ee ae 
MS py 


3 
a 
=| 
ea 
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Example 12.2 (Baroque Double Bass Pattern [Triplets)) 
CD Track #40 


Ga © Fn? 8 
Gm, Arion De, ate De 
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eee ee oe 
or tankaetnn Lactoctaet en anet 
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Picking Pattern #13 


‘The following single-note tremolo (Ex. 13.1) wa 


Improvisation #1. The 


best 


alo is f 
rmonie minor motif and ends with a descending chev 


Example 13.1 (Single Note Tremolo) 
CD Track #41 


Dy Django in his 


——— 
= 

TT etd 

ao) They a2 


The following si 
vibrate ti 
used by Boulo 


tremolo (Ex. 13.2) 
the sound of a Gypsy violin 
erré in pieces such as Miteho 


combined with left-hand 
hinique is often 


le | 


Example 13.2 (Single Note Tremolo with Vibrato) 
CD Track #42 
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Picking Pattern #14 


‘The following two-string tremolo (Ex, 14.1) uses a minor second disso 
nance (G aud F#) to create a striking effect, Dj it in his improvie 
Minor Blues (1947) and Douce Ambiance (1943), 


, Example 14.1 (Minor Second Tremolo) 
CD Track #43 


In the following example (Ex.14.2) a tremolo is applied to op 7 


note on hoth a open 


ns are created by playi 


simultancously. Itean be used in many harmonie situa: 


aj, C Maj7, and E ain, 


Example 14.2 (Unison Tremolo) 
CD Track #44 


Picking Pattern #15 
“The next example (Ex, 15.1) user an eigth-note triplet remelo ona 
E Major 7 [10] ened resolving to an 
d.) The E Major 7 (09) is atualy functioning as» very 
jon of a 7 chord, I works beens it resales 
Example 15.1 (Triplet Tremolo) 
CD Track #45 
en ae 
wis pe eis eo 
ieee 
Fe 
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Minor Blues Etude "Blues 47" 


‘The following 
sion. Its packed full of Django Reinha 
techniques deseribed in this hook. Take your time and study this solo eare- 


ue is a five-chorus long solo over @ minor blues progee 
It clichés which use many of the 


fully, one chorus at a time. Once you can play it comfortably at slow to 


uum tempos try adapting some of the ideas used in this solo to other songs in 


ainor keys s 


a as Minor Swing, Douce Ambiance, Dark Eyes, and so forth, 


On th 
the extr 


accompanying CD this example is mixed with the lead g 
right and the rhythm 
balance control on your stereo all the way to 


extreme left, Turn 
re left if you want to pace 


ar to th 


tice this solo with the rhythm guitar only 


Pay special a 


ation to the following points of interest 


4 m,20-21. This desce 


efficient string chat 


ng triplet pattern uses pull-offs to achieve 
high speeds. Notice that a pull-ff is 
substituted for a down stroke whenever there isa string change thi 


would no 


ly require one to play down strokes on two consecutive 
strings, (Beat 5-4 of m, 20 has a pulloff from Bb to A, beat 1 of 
21 has a pull-off from D to C.) Django used this technique often 


when playing fast-lescending passages. 


eos 
4 E 7 


4 i, 28-20, The pull-off technique is used once again to play a fast 


descending triplet passage 
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BLUES 47 
CD Track #46 
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ABH: 


Reiner Voot 


‘each themselves. Its my hope this book will do just that by helping yo 
to develop good practice habits, an ergonomic technique, and a mental 
framework for discovering and incorporating new musical ideas into your playing. Ta 
many respects the hardest part of learning ply "learning how to 
ive process of learning, advancing his or her 
pomes a matter of engaging that process without the frustration of. 
ineffective practicing. 


To objective of any teacher isto teach his or her students to 


As your study of the guitar progresses beyond the confines of ths book, it wll become 
increasingly evident that musi is much more than a series of "picking patterns." The 
reduction of music into a system of patterns serves to assist the student in pinpointing 
‘and developing the physical motions required to make musie, By internalizing this 
information, the student can express his or her ideas during a performance without 
struggling technically. Towever, this approach runs the risk of training the student to 
make overly "patternistic" music devoid of ereatvity and melodic beauty. As you go on 
to study your favorite Django Reinhardt solos, you'l find much of what he did doesn't 
fall into an easily eategorizable ‘picking pattern.” Rather than beingan end unto them- 
selves, patterns serve as the building blocks ofa larger ereaive effort 


sincerely hope that this book wil assist you in your own musical journey. The thought 
‘of ft making difference for even a handful of people makes it worth allthe effort it. 
took to produce. Good luck and keep playing! 


Michael S. Horowitz 


59 


Suggested Listening 

he following selections comprise much ofthe popular Ycanon’ of Django Reinhardt 
solos, which young Sint guitarists learn as part of their musical education. Many 
Gypsies can play nearly all of thee solos from memory 


young 


It should be 


ted that Sinti culture has traditionally been pasted down orally. Because 

of this, they have different norms about when itis or isn't appropriate to "eopy 
al, Gypsies place less emphasis on individualism the 

Gypsies. In practice this means that performing one of Django's solos, or a 

solo by any other m 

to consider “copying” someone else's solo asa sign of mu 


musician's ideas, In ge 


cian, is considered completely normal, Whereas non-Gypsies tend 
weakness, many 


see it asa tribute to a great music 


"Blues Claire” (1947)-Intégrale Django Reinhardt Vol. 14 (FA 314) 
Blues Claire is one of the few recordings where Django solos for more than five cho- 
ses. Django seems to have an inexhaustible flow of ideas during this L1-chorus solo. 
Take note of Django’s blues eliehésfree approach to soloing over blues changes. 


‘Biles iine OT} lies Ding Nelibance ok? EAS, 
‘improvisation based on the chord changes to Tiger Rag is a classic Django per 
e and an important study piece for Sinti guitarists 


fe 


“Honeysuckle Rose" (1938)-Intégrale Django Reinhard Vol. 7 (FA 307) 
Django recorded Honeysuckle Rose many times throughout his eareer. This version 
uses Django's classic introduction 


“Honeysuckle Rose" (1945)-Intégrale Django Reinhardt Vol. 7 (FA 307) 
Django’ playing sounds more modern and fluid in this version recorded seven years 
later. Notice Django’s frequent use of the “dominant triplet" pattern during the bridge. 


"TIL See You in My Dreams” (1937)-Intégrale Django Reinhardt Vol. 9 (FA 309) 
This solo is one of Django's most eloquent. He relies more on melodic development 
then flashy technique to engage the listener. 


“Improvisation No. 1" (1947)-Intégrale Django Reinhards Vol.5 (PA 305) 
Improvisation No.1 isthe frst ina series of unaccompanied guitar pieces Django 
recorded throughout "characterstically incorporate 
tore ideas from classical, Span Gypsy musi then they do from jazz. OF al 
rovisations," Improvisation No. 1s the one most commonly performed by 
tie runs, tremolos, and arabesque 


‘career. The “improvisatio 


11 musicians, The fiery chr 


passages evoke an exotic and turbulent mood, 
lark Eyes)" (1947) Intégrale Django Reinhard: Vol. 14 (FA 314) 
st famous version of Dark Eyes. It is packed with classie Django 
"diminished sweeps,” and "three-note syn 
red a "test piece” and has been recorded verbatim by 

Stochelo Rosenberg. 


devices such as "horizontal arpeggios. 


ced patterns.” It is consid 
guitarists such as Raphiel Fajs, Bireli Lagrene, 
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"Nuages" (1950)-The Indispensable Django Reinhardt (RCA 66468-2) 
Django recorded Nu times itis hard to pin down a definitive version, 
ded late in his career contains » 
the mid-forties on, Django usually started his Nua 
sn used a striking three-octave chromatie run 0 


version reco ‘of his best ideas fori 


Nuages. Feo 


the bridge. 


Minor Blues Recordings 
Django recorded numerous minor blues solos throughout his career. The following 
five performances are the ones that Sinti guitarists quote most often, 


"Blues en Minuer" (1942)-Intégrale Django Reinhardt Vol. 11 (FA 311) 
‘This recording features a rare performance hy Django on violin, He switches to guitar 
after Stéphane Grappelli's piano solo, On the last chorus Django uses a simple open- 
string idea which is eff 


"Blues" (1947)-Intégrale Django Reinhardt Vol. 13 (FA 313) 

‘This version starts with a violin solo by Grappelli and then switches into double time 

for Django's ing into double time has become a standard perfor- 
ince practice for Minor Blues. 


ar solo, Transit 


"Minor Blues" (1947)-Intégrale Django Reinhardt Vol. 13 (FA 313) 


In this big band version, Django plays one of his most eloquent minor blues sal. 


"Blues en Minuer" (1947) -Intégrale Django Reinhardt Vol. 15 (FA 315) 


‘This electric version is also one of Django's best minor blues solos 


"Minor Blues" (1949)-Intégrale Django Reinhardt Vol. 16 (FA 316) 


An acoustic version with Stéphane Grappelli 


Minor Swing Recordings 
Minor Swing could easily be described as the “Gypsy jazz anthem." The following 
three versions are the i guitarints use asthe basis for their o 


"Minor Swing" (1987)-Intégrale Django Reinhardt Vol. 6 (A306) 
‘This isthe first recording of Minor Swing. It contains many of Django's classic ideas 
for minor-key playing, The chord soloing and the breathtaking chron 
fourth chorus are showstoppers! 


"Minor Swing" (1947)-Intégrale Django Reinhardt Vol. 14 (FA 314) 
‘This version uses a lot of dissonance and has a somewhat less coherent solo then the 
other two. Nevertheless, several of the ideas inthis solo are an essential part of the 

Gypsy jaax vocabulary. The open string idea Django uses at the beginning of the sec 
‘ond chorus is co 


"Minor Swing” (1949)-TThe Indispensable Django Reinhardt (RCA 66468-2) 
This faster ver oat often, Django’s phrases are longer 
‘The octaves and el in 


n is the one Gypsies quot 
eresting in this ver 
rd chorus very powerful yet easy to execute 


and more harmonically in rd solo 
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EFT HAND FINGERING NUMBERS 


Notation Legend 


Le 
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‘TREMOLO 


Example # 
Picking Pattern #1 
Picking Pattern 

Picking Pattern #3 
Picking Pattern #4 
Picking Pattern 

Picking Pattern #6 
Picking Pattern #7 
Picking Pattern #8 
Picking Pattern #9 
Picking Pattern #10 
Picking Pattern #11 
Picking Pattern #12 
Picking Pattern #13 
Picking Pattern #14 
Picking Pattern #15 


Example 7.2 
Example 7.3 


Example 8.1 
Example 


Example 9.2 


ple 10.1 
ple 11.1 
ple 11.2 


Musical Examples Index 


Example Name 
Downstrakes 
Upstrakes 
Swept-Strakes 
Syncopated Pattern 
Arpeggio Picking 
Horizontal Arpeggio 
Odd String Horizontal Arpeggio 
‘Triplet Pattern #1 

inlet Pattern #2 
‘Triplet Pattern #3 
Double Bass Pattern 
Double Bass Pattern (Triplets) 
Single Note 
‘Two String 1 
Tw 
Descending Ch 


Three Note 

Cymbalom Pattern 

Chromatic Arpeggio 

Quintuplet Arpeggio Pattern 

1 Arpeggio Patter 

A Minor Horizontal Arpeg 

G Major Horizontal Arpeggio 

A Minor Odd String Arpegio 
Major Odd String Arpeggio 

D Minor Oda String Arpeggio (Sth 

D Major Odd String Axpesaio (5 

False Fingerings 

Pen 


Diminished Double Bass Patter 
Minor Double Bass Patter 
Diminished Double Bass Patter 


riplets) 
Baroque Double Bass Pattern (Triplets) 
Single Note Tremolo 


remolo With Vibrato 
Tremolo 


Single Note 
Minor Secon 
Unison Tren 
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Available Now! 


Unaccompanied 
Django 

Michael Horowitz 
M6p. 


Learn professional swing arrangements, harmony parts, intro- 
dduetions, and endings from North America's leading Gypsy 
jzx ensemble, Transcriptions are in both standard notation 


anu tablature. Includes the following songs: Avalon, Blues en 


mineur, Djangology, FU See You in My Dreams, Fve Found a 
New Baby, Le Rive Gauche, Limehouse Blues, Manoir des mes 


Reves, Minar Swing, My Blue Heaven, New Metropolitan 
‘Swing, Nuages, Plum Crumble, Radio City Rhythm, Swing 4 
Troublant Bolero, and Zingarelli 


Django Reinhard's notoriety as a single-note soloist in a group 
context has often eclipsed his brilliant compositions for the unac- 
companied solo guitar. Unaccompanied Django includes transerip- 
tions in standard notation and tablature of Django's reearded 
works for unaccompanied guitar. Gypay-style fingering and 
H picking suggestions are also included. The pieces in this book are 


wt only useful for performance, but also provide an excellent 
1s for studying the technique and style of Django Reinhardt 
‘Transcriptions are in both standard notation and tablature, 


Forthcoming Releases 
(isk agitator ron ala fn oot wes 


Aa mithentie rth snot isthe mo: 


daimental sil of Gypy jt ga apg. 


the proper right-hand technique, chord oicings and 


patterns ase by Django and contemporary Gypry rhythas guitarists. Traneriptions 
are in tablature oly. 


‘The Argentinean guitarists Oscar Alemin was one af the reat vetwono of the ning era 
Ts Hoos oclaces hi tne nrrotgements ofthe following sing ane Latin songs: Berane 
Mucho, Canines Crusades (Malaguena), Daplné Diga Diga Do, Hombre Mio (Man of Mine). 


Joseph Joseph, Rosson Lullaby: 
Fula, You Ma 


rast Swvet Georgia Bren, Tico Tico No 


daar notation ad aba 


Me Lave You. Traecriplione ur in b 


Msi in standard notation and tablature (vith chord chart) for sms om Peal Djangs 
Swing ts CBs Walz, Double Scotch, Dragonfly Holiday for Guitars, La mer, I Can't Melee 
that You're in bs 


ith 


odie a erepuscule, Palo Vere, Samie Swing, Scent Chor, 
Sweet Sunfst Yow 


ing 24, Stein $8, an Froeeay, Several Homes Tracks nce 


‘Throughout his career, Django Reinhart developed yoeah 


Pattern Hook icles 


cae into 


le the Inilding Mocks for hi impeovieatinns. The Gypy Ja 


ose of Django paticens transcribed in both standard 


‘tation and tablature 


ntrar el EadiagsEnchtes dence of th et common -aned introns 


ety eum the playing of Django Reinhardt and other notable 


“M9 Michael Horowitz 

y 3 A Tuterial For 

A, Jerez. Style Hatt 
Guitare Teelwique 


Learn the picking technique used by Django Reinhardt, 
Stochelo Rosenberg, and Bireli Lagrene. 


“Af wonderfully thorough study ofthe right hand in Cypsy jase guitar, this book is a 
fabulous resource-a'must’ for the serious student of Cypsy jaz, whether @ beginner or 
‘deanced player.” 

= Neil Andersson, Peuel Django 


“While many books have taught arrangments and chord progressions of Reinhardt oriented 
tunes, none have attacked the correct manner in which the style is traditionally played. 
Gypsy picking is the frst such method and is required study by those who take their Jazz 
Manouche seriously and wish to obtain a correc, legitimate sound. Horowitz's method of 
teaching, aimed at players of all-levels, exhibits the quality one would expect from a Berklee 
graduate while his lessons reflect his hands on study with some of Holland's finest young, 
gypsy talent.” 

= Thd Gottsegen, Contributing Eaiior of Gypsy Jazz for Just Jazz Guitar 


Gypsy Picking includes an audio CD of Michael Horowitz demonstrating 


these exercise. 


435.00 


